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All items are guaranteed to be genuine. 

A full refund will be given for any item found not to be as described, provided it is returned undamaged witbin l4 days 
and any work returned must be sent by registeredo prepaid, first class post (airmail overseas) and must be fully insured. 

All items are in good condition unless otherwise stated. Sizes are given in millimetres. 

Prices are nett and do not include postage. All orders will be sent by registered mail, by air to overseas customers unless 
instructed, at tbe customers expense. Any importation or customs charges will be the responsibility of the customer. 

Payment must be made in British Pounds Sterling, either in person or bank transfer (all banking administration and 
transaction fees to be paid by the customer). We also accept Visa, Mastercard, Switch, and American Express. 

The title of the goods does not pass to the purchaser until tbe amount bas been paid in full. 

For full Terms & Conditions please visit: https://www.sandersofoxford.com/terms-conditions/ 



Vanitas Vanitatum 

A Catalogue of Halloween Vanities 

From Friday October 2019. 


Vanity of vanities, saith the Preacher^ all is vanity. So begins the cheery moral lesson of the 
first chapter of Ecclesiastes, a reminder that no matter how mnch pleasure we derive from 
our talents and achievements, our preening and our possessions, all is ultimately futile. 

This October, Sanders of Oxford is glad to bring a glimmer of light and levity to the 
current global mood of doom and gloom with this fine selection of Halloween vanities. 
Playing on all aspects of the word vanity,^ from memento mori moral messages to 
decadent and esoteric trifles, this catalogue brings together fifteen representatives of the 
art world s favourite sin. 


All works are available to purchase and will be on display in the gallery* 
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01. Shakspeare. Macbeth. Act IV Scene I 
Robert Thew after Sir Joshua Reynolds 
Stipple and etching 

Painted by the late Sr. Joshua Reynolds* President of 
the Royal Academy Engraved by Robt. Thew, Hist. 
Engraver to H.R.H. the Prince of Wales. Pub. Deer. 
1, 1802, by J&J Boydell, at the Shakspeare Gallery 
Pall Mall* & Nr. 90 Cheapside, London. 

Image 440 x 588 mm* Plate 500 x 625 nim, Sheet 

550 X 800 nim 

Mounted 

Subscribers Proof* before addition of verses from 
the play to left and right of title. 

Condition: Superb dark impression with full 
margins. Minor time-toning to edges of sheet. 

[47S6SI 

£850 


A large-scale illustration of Act 4, Scene 1 of 
Macbeth,, after the painting by Sir loshua Reynolds. 
The scene is a visceral depiction of Macbetfts 
paranoia. He stands at centre, his back to the viewer, 
as he confronts the trio of witches in an effort to gain 
some reassurance of his actions. 

On the contrary* the visions summoned by the 
grotesque witches ser\^e only to unnerve and alarm, 
even though the words of the apparitions appear 
at first glance as a comfort: that he will not die at 
the hands of man born of woman, and that he will 
remain unvanquished ^until Great Birnam wood to 
high Duminane hill Shall come.^.^ 

The witches, with their chief seated on a throne 
of bone, occupy the foreground, while the various 
visions fill the scene. In an ouroboros before 
Macbeth stand the helmeted head, the bloody infant, 
and the crowned child holding a tree. Behind, the 
colossal figure of Banquos ghosts points in mockery 
at his alarmed murdered, who brandishes a dagger 
in an attempt to dispel the 8 kings of Banquos line 
that are to reign after him. With the exception of a 
trio of beautiful women dancing in the smoke of the 
cauldron, the rest of the scene is filled with figures of 
grim aspect and the ingredients used in the witches’ 
famous brew. 

This print was one in a series published by the 
Boydell Shakespeare Gallery, a project founded 
by the engraver, print-maker, and publisher, John 
Boydell. Boydell brought together many of Britain’s 
most famous artists to work on the project, including 
Sir Joshua Reynolds, Henry Fuseli, and George 
Romney. The resurgent interest in Shakespeare 
during the late iSth century eventually inspired 
Boydell to publish a ^magnificent and accurate* 
illustrated edition of Shakespeare s works. 
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02, [Memento Mori Vexierbild] 

Jacques-Antony Chovin after Matthaus Merian 

Copper engraving 

Ch. f. [J.L. Fuchs, Basel, 1870] 

Image 108 x 98 mm, Plate 120 x 110 mm, Sheet 

220 X 165 mm 

Framed 

Condition: Excellent clean impression. Framed in 
an antique frame. 

[47866] 

£280 


An amusing meme7ito w?i?r/'thenied vexierbild 
portrait, featuring the face of a bearded, smiling 
man wearing an elaborate tasseled cap and large lace- 
frilled ruff. When inverted, the portrait becomes the 
face of a grinning skull. The image is a close copy 
of an earlier design by Matthaus Merian, included 
as an accompaniment to his dance of death series, 
adapting earlier examples by Holbein and Hollar. 
Chovin s series is closely based upon Merians, though 
lacks some of the additional background details. 

This particular impression, printed from the original 
plate a centur}^ later, was published by Fuchs with 
accompanying biblical verses in German, French, 
and English. 

A Vexierbild is an image that contains different 
subject matter dependent on the position of the 
viewer. Some of the most famous examples are those 
by the painter Arcimboldo of human forms made 
up of objects. Usually translated as puzzle pictures' 
or ‘optical illusions/ Vexierbilder ^ctnA\y their 

name from the Latin verb ^vexare - to vex, distress, 
annoy, or unsettle. 

This latter meaning is perhaps most closely 
represented by examples of vexierhiider that deal 
with a memento mori theme. At first glance an image 
may look innocuous but with closer observation the 
unsettling presence of death becomes clear, serving 
as a stark reminder that, as mortals, the shadow of 
death hangs constantly over us. 
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03. Plate XV [The Climax] 

Aubrey Beardsley 
Lithograph 

[John Lane, The BodJey Head, London, 1906] 
Image 225 x 160 mm. Sheet 345 x 270 mm 
Mounted 


A fine lithograph on Japanese vellum of Beardsleys 
drawing of ‘ The Climax^ Plate 15 from a series of 
illustrations the artist produced for Oscar Wildes 
Salome. Salome hovers menacingly, her face filled 
with malice, as she holds the bloody head of John the 
Baptist in preparation for the infamous kiss. 

This callous and perverse gesture will so shock Herod 
Antipas that he shall order her death out of utter 
disgust, the final brutal chapter in the storys climax. 
Johns blood forms a pool on the floor, from which a 
lily grows. 

Salome was a Biblical character whose story 
comprised the theme of Oscar Wildes most 
infamous tragedy. Published in English in 1894, 
the play tells in one act the New Testament story of 
Salome, stepdaughter of the tetrarch Herod Antipas, 
who, to her stepfathers dismay but to the delight of 
her mother Herodias, requests the head of Jokanaan 
(John the Baptist) on a silver platter as a reward for 
dancing the dance of the seven veils. 

This plate is from a suite of unbound and separately 
published suite of plates printed on Japanese vellum. 


Condition: Superb crisp impression with full 
margins. 

[47942] 

£120 
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A very fine impression of a memento mori mezzotint 
after Pieter Schenks ^ Vanitas-Snlllehen mit d^m 
Selbstbildnis des Kiinstlers' A human skull, garlanded 
with flowers and stalks of wheat, sirs centrally upon a 
table on a tasselled cloth. 

Flanking the skull are other items common to the 
vanitas genre, including a snuffed out and smoking 
candle in an elaborate candlestick decorated with 
baroque dolphins, a clam shell of bubbles, a large 
cinerary urn or ewer, and a pair of books. 

One of the books, open to a portrait of Schenk 
himself features a latin inscription on its facing page 
which reads: ^Ecce^, quid est mundus quid mundami? 
Omnia vand - 'Behold, what is the world, and what 
are the things of this world? All is vanity/ 


04. [Vanitas] 
after Pieter Schenk 
Mezzotint 
[C.1688J 

Image 232 x 178 mnij Plate 245 x 180 mm, Sheet 

246 X 181 mm 

Framed 

New HoUstein 470. 

Condition: Tliread margins. Professionally false- 
margined with archival tissue. Small repaired tear to 
left of inscription space. Minor surface abrasion to 
bottom left and top right corners of plate. Framed 
in an antique frame. 

[479431 

£2,250 



























05. Morwimder und Seltzame Thier, wie die in 
den Mitnachtigen L^dem gefunden werden 
Miinsterj Sebastian 
Woodcut widi hand colour 
[Basle, 1544-1628] 

255 X 345 nim 
Framed 

Condition: Central vertical fold, as issued. 
Professionally backed with archival tissue, and 
repaired tear to bottom of central fold. Some time- 
toning, surface-dirt, and creasing to margins^ not 
affecting plate. German letterpress tide and page 
numbers above map, and explanatory text on verso. 
Framed in a black box frame. 

[47900] 

£1,850 


Miinsters famous "monster chart/ one of the 
most sought-after sixteenth century cartographic 
curiosities, in full wash colour. The map, showing 
numerous sea-monsters and animals of the ‘Midnight 
Lands/ is based upon Olaus Magnus^ Carta Marina 

of 1539. 

The success of Munsters Cosmographia meant 
that the chart became the model for the iconic 
sea-monsters that appear so frequently on the 
maps of the most celebrated Dutch and Flemish 
cartographers. 

The creatures themselves are labelled with an 
alphanumeric key, corresponding to Miinsters 
explanatory text. Highlights include double-blow- 
holed monsters and massive sea-serpents attacking 
merchant ships, a gigantic man-eating lobster, 
creatures with pig-heads, bird-heads, and bullock- 
heads, birds hatching from a tree in the bottom left 
corner, and various dangerous and prodigious land¬ 
dwelling beasts. 

This particular example derives from a German 
edition of Munsters Cosmographia, the first of which 
was published in 1544. Bet^veen 1544 and 1628, 
nineteen German editions were printed. 
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06. Le Mort et Le Mourant. Fable CXLIIL 
Noe! Le Mire after Jean-Baptiste Oudxy 
Copper engraving 

Desaint & Saiilant, rue saint Jean de Beauvais a 
Paris, 1755-1759. 

Image 287 x 213 mni, Plate 302 x 217 inm, Sheet 

490 X 330 mm 

Mounted 


A plate from book eight of Jean de La Fontaines 
Fables Choisies depicting the fable ‘Death and 
the Dying Man/ Despite attaining the venerable 
position of a centenarian, the man challenges Deaths 
arrival with protestations of all the things he has left 
undone. His house is incomplete, his w^ife needs 
him, his grandson v^ill miss him, and he has not 
completed his last will and testament. 

As always. Death is unmoved by his pleas, noting 
quite rightly his privileged age, explaining that his 
choices in life make no great difference to Deatffs 
ultimate goal. 

In this rendering of the scene, Death holds a 
scythe in his left hand while outstretching his right 
hand towards the old man, sitting in a chair in his 
bedchamber. Fontaines 239 fables, collated into 
twelve books, were collected from a variety of Eastern 
and Western sources and translated into French. 

Originally published benveen 1668 and 1694 with 
various editions and alterations, this plate comes 
from an eighteen century edition produced in eight 
volumes by Desaint and Saillant. 


Conditions Minor foxing and scuff marks to 
margins, not affecting plate. Minor time toning to 
edges of sheet. 

[478991 

£280 
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07. SKakspeare. Tempest. Act 1 Scene 11 
Jean-Pierre Simon after Henry Fuseli 
Stipple and etching 

Painted by H. Fuseli, R.A. Engraved by I.P. Simon. 
Published. Sept. 29, 1797t by J & J Boydell, at 
the Shakespeare Gallery, Pall Mall, & No. 90 
Cheapside, London [c.lS52 impression] 

Image 445 x 590 mm, PL 500 x 635 mm 
Mounted 

Conditions Foxing to margins. Gilded edges. Minor 
chips and creases to edges of sheet. 

[47867] 

£380 


A nineteenth centurj^ printing of this large-scale 
illustration of Act 1, Scene 2 of The Tempest^ after the 
painting by Henry Fuseli. 

The scene is set in a bower or cave upon the 
enchanted island. Prospero, leaning on a thin wand 
or switch, points at the grotesque Caliban and 
delivers an impassioned curse. Behind him stands 
his daughter Miranda, while in the background his 
magical familiar Ariel calms the tempest from which 
the play derives its name. A trio of sprites caper in 
Prosperous cloak, while other animals, including a 
lobster, a butterfly, a cat, and a monkey, look on. 

Text below image reads: *Pro. for this, be sure, to^ 
night thou shah have cramps, Side^stiches that shall 
pen thy breath up; urchins Shall, for that vast of night 
that they may work. All exercise on thee; thou shalt 
he pinclsd As thick as honey-combs, each pinch more 
stinging Than bees that made them. ’ 

This print was one in a series published by the 
Boydell Shakespeare Caller}'; a project founded 
by the engraver, print-maker, and publisher, John 
Boydell. Boydell brought together many of Britain’s 
most famous artists to work on the project, including 
Sir Joshua Reynolds, Henry Fuseli, and George 
Romney. The resurgent interest in Shakespeare 
during the late iSth century eventually inspired 
Boydell to publish a ^magnificent and accurate^ 
illustrated edition of Shakespeare’s works. 


Originally published in 1809, this printing is 
likely to be from an American edition of the series 
published in 1852. 
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One of a number ofSebald Beham’s different 
treatments of the Biblical story of Judith and 
Holofernes, this one showing Judith, nude, crowned 
with a laurel wreath, and glancing over her shoulder, 
holding the head of the Assyrian general Holofernes 
in her outstretched left hand. 

In her right hand she holds her enemy’s sword point 
downwards. Behind her, a female attendant holds 
a bag, in readiness to take the head back to the 
Hebrews as proof of Judith’s actions. 

Artisds monogram to top left 

Collector’s mark ^Staatlich^n Kumtsammlungen 
Dresden, Kupferstieh-Kabinett' 1618). 


in a period style frame. 

[47923] 

£600 



08. [Judith with the Head of Holofernes] 
Hans Sebald Beham 
Copper engraving 

|c.l«l-1550I 

Image and Plate 114 x 70 mm^ 118 x 73 mm 
Framed 


Pauli 12, Hollstein 12, BartschVlII.il9.11. 
Conditions Tliread margins. Some scuffing and 
surface abrasion to plate. Old hinging tape to verso. 
Minor show-through from collector s mark. Framed 
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09. The Destroying Angel 
Alfred Martin after John Martin 
Mezzotint and etching 

John Martin delt. Alfred Martin sculpt. London^ 
Published by J. Martin, 30 Allsop Terrace, New 
Road and Ackerniann & Co. Strand. October 1st 

1835 

Image 275 x 400 mni, Plate 380 x 490 inm, Sheet 

480 X 670 nim 

Mounted 

Condition: Some surface rubbing to plate. Time 
toning to margins, not affecting plate. Some 
creasing to margins^ one on right margin into the 
plate. 

[4789S1 

£350 


An impressive mezzotint of the Angel of Death, 
visiting the tenth and final plague on the people of 
Egypt, based on the painting by John Martin and 
engraved by his son Alfred. The print is the earlier of 
two almost identical engravings after the painting, 
the second being engraved by John himself the year 
after the publication of the current plate. 

The scene shows the land of Egypt swathed in 
darkness, with two of the pyramids visible in the 
distance as stark shadows. The Angel, obscured by 
cloud, looms large over the city, stretching forth 
an ominous hand in preparation to hurl the fatal 
lightning bolt that will rob Egypt of her firstborn 
children. 

The bolt illuminates a composite scene featuring 
some of Egypt’s best known landmarks, including 
the towers and columns of Karnak, as well as the 
mourning populace writhing with sorrow in the 
foreground around a large harbour. 

Text below title reads: To the Revd. Dr. Croiy dr. 
dr. This plate h inscribed as a testimony of the esteem 
in which his Genius and Character are held^ by his 
sincere friend^ John Martin. * 
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LO. Ingredimiir Cuncti, Dives cum Paupere 
Mixtus 

Francois Antiriot 
Copper engraving 

Data in Luce da Domenico de Rossi, herede di 
Gio. lacomo de Rossi, nella sua stamperia in Roma 
alia Pace con Priv. del Somnio Pontefice, il di XV 
Settembre MDCXCI [Rome, 1691] 

Image 310 x 222 mm, Plate 315 x 230 mm. Sheet 

448 X 330 mm 

Framed 


A striking allegorical engraving featuring a trio of 
skeletons in contemplation of mortality from the 
Anatomia Per Vso ei hitelligenza del Disegno^ a series 
of illustrations based on the anatomical illustrations 
of Bernardino Genga. The skeletons gather around a 
roundel, or possibly a mirror, and pull back a veil to 
reveal a charnel pit of corpses. 

The roundel sits upon a stepped plinth, upon which 
is an inscription that reads ^Ingredimur Cuncti^ Dives 
cum Paupere Mixtus - *We all go in together, rich and 
poor combined.^ The third skeleton, at the foot of 
the roundel, is winged, while the figure to the left of 
the scene, in contemplation, wears a heavy shroud* 

Bernardino Genga (1620-1690) was an Italian 
scholar of classical medicine and anatomy. In 
addition to editing a number of Hippocratic works, 
he was pricipally known for his comparative studies 
of anatomy from life and from classical sculpture. 

The Anatomia Per Uso et Inteiligeftza del Disegno was 
published in the year following his death, featuring 
illustrations by Charles Errard engraved by Francois 
Andriot, and with a commentar}^ by the papal 
physician Giovanni Maria Lancisi. 

In addition to studies of anatomy and musculature, 
the series also contained a number of illustrations 
of famous works of classical sculpture, including 
the Spinario, the Medici Venus, and the Hercules 
Farnese. 


Condition: Superb crisp impression with full 
margins. Large printers crease to right hand margin, 
not affecting plate. Minor staining and time toning 
to margins, not affecting plate. Framed in an 
antique frame. 

[47921] 

£1,800 
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L1. Hieroglyphicks of the Natural Man 
after L Bakewell 

Copper engraving and etching with hand colouring 
[c. 1771] 

Image 335 x 244 inni, Plate 358 x 260 inm, Sheet 

372 X 260 nim 

Framed 

Conditions Trimmed to plate on left and right. 
Professionally repaired tears and infilling to 
margins, as well as small infilled patch above top 
of tree. Professionally hacked with archival tissue. 
Framed in a period frame. 

[47920] 

£750 


An extremely scarce impression in reverse of 
BakewelFs eighteenth century allegorical and. moral 
engraving of the Sins of the World. Inscription 
beneath the image reads: '' Hieroglypicks of the Natural 
A/iSK. inscription above image, from the Gospel 
of Luke, reads: ^ Cut it down why Cumbreth it the 
Ground Luke 13. Ver. 7/ 

A tree rooted in ^Unbelief is standing at the centre, 
along the bark and branches it reads ^Pride, ^Selfivilt^ 
'Lust of the flesh\ 'Ihide of Life and 'Lust of the Eye\ 
The tree is being watered by a devil to the right, and 
therefore bears a lot of‘bad^ fruit such as 'Aduitering, 
'Gluttony and 'Murder . A snake is resting amongst 
the branches of the tree and several other snakes as 
well as some scorpions are scurrying underneath the 
tree, while a white dove and an angel are seen flying 
away from the tree. 

A skeleton is ready to cut down the tree with his 
axe, the tree stump to his left suggests that he has 
already cut down a similar one. The tree is being 
struck by lightning symbolising Gods 'WratE w^hile 
in the background chaos has erupted. A crowd at the 
extreme right are about to perish in the fires of Flell, 
shipwrecks dot the shores of the sea, and several trees 
have been cut down or ripped from the ground. 

This scene allegorises The Parable of the Fig Tree in 
Luke s gospel (Luke 13:6-9) were Jesus preaches 
"unless you repent^ you will likewise perisl}\ telling 
them about a vineyard owner who did not find any 
fruit on a fig tree growing in his garden, and how the 
vineyard owner told his gardener to cut it down. The 
gardener then argued to keep the tree alive for a little 
longer while he fertilised it, and that if the tree did 
not bear fruit after another year, they could cut down 
the tree. The vineyard owner in this parable refers to 
God judging his people and Jesus as the gardener, 
asking his father to spare the sinners a little longer 
while he spreads Gods word. 
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L2. [Midsummer Night^s Dream] 

Samuel Cousins after Sir Edwin Landseer 
Mezzotint 

[London, Published November 9th, 1857, by Henry 
Graves & Compy, 6 Pall Mall] 

Image 530 x 865 mm, Plate 655 x 945 mm 
Framed 

Whitman 201, ii/iii, PrintseUers’ Association Index 
p. 237 

Conditions Excellent rich impression. Time toning 
to margins. Proof impression before all letters on 
india laid paper. Printsellers* Association blind 
stamp in bottom left of inscription space. 'Samuel 
Cousins* pencil signature in bottom right of 
inscription space. Very faint publisher*s line at top 
right corner of plate. 

[479701 

£1,500 


A superb dark proof impression before letters of 
Samuel Cousins* mezzotint after Edwin Landseer*s 
^Scene jrom A Midsummer Nights Dream. Titania and 
Bottom' 

The engraving depicts Act 4, Scene 1 of Shakespeare’s 
famous comedy in which the fairy queen Titania, 
having been bewitched by her husband Oberon, 
falls in Jove with the weaver Nick Bottom, himself 
bewitched by the trickster Puck to have the head of 
an ass. 

The fair}^ queen reclines, besotted, on Bottoms 
shoulder, while the hapless weaver holds out a hand 
to the ensemble of sprites and animals that surround 
him in his forest bower. The mischievous Puck 
\^^tches on from behind. 

The original painting was commissioned a decade 
before the mezzotint’s publication by the celebrated 
engineer and industrialist Isembard Kingdom 
Brunei, as part of a series of scenes from Shakespeare 
intended to decorate his London dining room. The 
scene was chosen by Landseer, allowing the artist 
to rest upon his considerable talents as a painter of 
animals. 

The prominent white rabbit in the foreground is 
often given as the apocryphal source of inspiration 
for Lewis Carrolls rabbit in Alice in Wonderland, as 
the writer had viewed the painting when on display 
at the Royal Academy in 1851. Another high profile 
admirer was Queen Victoria, who praised for its 
enchanting and graceful composition. The painting 
is now in the collection of the National Gallery of 
Victoria in Melbourne. 
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A very fi ne proof before letters of Tomkins’ rare 
stipple Prince Arthurs Vision, after the painting 

by Henry Fuseli. The scene shows the young Arthur 
asleep in a wooded grove, watched over by a maiden 
dressed in white. 

Various sprites watch on, emerging from the gloom. 
The scene is derived initially from Spensers Faerie 
Qtieene, with the young prince representing the 
future King of the Britons and the maiden a poetic 
allusion to Spenser’s own monarch. Queen Elizabeth. 


13- [Prince Arthur^s Vision] 

Peltro Williams Tomkins after Henry Fuseli 
Stipple 

Painted by H. Fuseli. Engraved by P.W. Tomkins, 
late pupil of Fr. Bartolozzi. LondoEt PublishVi as the 
Act Directs Aust. 16 1787 by T. Macklin Fleet St. 
Image 455 x 355 mm, Plate 535 x 4l5 mm, Sheet 
540 X 4l8 mm 
Framed 

We inglass 78 

Condition: Trimmed to plate mark at top and 
bottom of sheet. Small chips, tears, and creases to 
edges of sheet, not affecting image. Minor marginal 
scuffing and surface dirt. Framed in a hand gilded 
frame. 

[47925] 

£1,250 
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L4. Life and Death contrasted_or, An Essay on 
Woman / Death and Life contra5ted_or, An Essay 
on Man 

after Robert Dighton 

Copper engraving with original hand colouring 
Printed for & Sold by Bowles & Carver, No. 69 in 
St, Paufs Church Yard. London. [1793] 

Womanr Image 322 x 240 mm, Plate 348 x 247 

mm, Sheet 352 x 250 mm 

Man: Image 318 x 240 mnij Plate 345 x 247 mm, 

Sheet 350 x 250 mm 

Framed 

BM Satires 3793 & 3792, Bowles/Bowles & Carver 
Posture Mezzotints 518 & 519. 

Condition: Trimmed just outside plate marks. 
Minor time toning and discolouration to plates. 
Small repaired chip to top left of "Man.* Framed in a 
matched pair of period black and gold frames. 

[47971] 

£4,500 


A pair of full length portraits of Woman and Man, 
functioning as a candid allegory of mortality, 
published by Bowles & Carver after the watercolour 
drawings by Robert Dighton. The two figures are 
bisected by an invisible line that separates the realms 
of life and death. On one side, left for the woman 
and right for the man, the figures are dressed in 
the extravagant attire of Georgian high society. An 
elaborate ballgown, ribbons, gloves, a fan, and a tall 
hairstyle are counterbalanced by frock-coati cocked 
hat, powdered wig, sword, and the starred badge and 
stocking of the Order of the Garter. 

On the other side of each figure, however, are the 
constant reminders of their own mortality, shown 
as grinning skeletons. Woman holds the fatal dart, 
point turned down, while Man rests casually on the 
gravedigger*s spade. The backgrounds to the figures 
are also shown in contrast. Landscaped gardens for 
life, monuments of the graveyard for death. 

Womans monument is a large obelisk, featuring a 
prominent inscription from Proverbs^ reading Favour 
is Deceitfiil, and Beauty is Vain^ as well as numerous 
biblical and literar}^ quotations about vanity, and the 
ever present spectre of death. Mans monument, a 
large burial altar, is likewise covered in biblical and 
literar)!^ references, the most prominent coming from 
Ro?uans The Wages ofSm is Death. 

On the side of life, the vanities of modern society 
are spread at the feet of the figures: invitations to 
balls and masques, cards, dice, and other gambling 
accoutrements, a book of romances, and a noble 
pedigree. 

Although the Bowles catalogue lists this pair 
as having been engraved and printed in 1784, 
the address listed in the inscription indicates a 
publication date of 1793. 
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15. [The Torments of DivesJ 

Richard Earlom after David Teniers the \bunger 

Mezzotint 

[John Boydell, London, 1786] 

Image 450 x 650 mni, Plate 490 x 680 inni, Sheet 

512 X 722 mm 

Framed 

Condition: Fine dark proof impression before 
letters. Minor ink-marking to inscription space 
and margins. Minor time-toning to margins, not 
affecting plate. Framed in a period style frame. 
[47926] 

£3,500 


A pristine proof hiipression before letters of Earloms 
very rare separately published mezzotint of the 
parable of Lazarus and the Rich Man, after the 
painting ‘ The Rich Man Being Led to Heir\yy David 
Teniers the Younger. Tlie scene ultimately derives 
from the Gospel of Luke (16.19-31), in which Jesus 
relates the story of a wealthy man who spurned the 
beggar Lazarus. When both men die, Lazarus is taken 
to heaven by the Angels, but the rich man descends 
to Hell. 

Teniers* painting vividly shows the torments of the 
rich man, referred to as ^DiveSy which rather than 
an actual name is simply the Latin Vulgate word for 
^rich man.' At centre. Dives stands in his purple and 
fine 1 inen,’ his hands clasped in supplication and 
his face set in a look of resignation, rather than fear, 
worry, or misery. Around him, beasts and devils of 
the most grotesque form and shape are gathered - a 
perverse inversion of the angelic host that acted as 
Lazarus’ retinue. 

The demons, combining human, reptilian, avian, 
piscine, and bat-like forms, are clearly influenced by 
Teniers* Dutch and Flemish forebears, particularly 
Hieronymous Bosch and his wife*s grandfather, Pieter 
Bruegel. The painting from which the mezzotint 
derives was purchased by Sir Robert Peel in 1784, 
and now resides in the National Gallery. 

Earlom’s mezzotint, a triumphant example of his 
masterly use of chiaroscuro, adds an element of 
classicism to Teniers original biblical composition 
with the insertion of the three-headed Cerberus 
in the bottom left corner. The terrifying guardian 
of Helfs gate strains at his chains towards the new 
arrival, while a wizened attendant waves a long 
tattered broom at a school of flying demonic sprites 
headed towards the flames of the Inferno beyond. 
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Francois Andriot (fl. 1660-1700) was a French 
engraver, active in Rome in the second half of the 
seventeenth century. His attributed works include 
a series of anatomical engravings for the physician 
Bernardino Genga. The two may have met through 
the latters position as an anatomical instructor to 
artists at the French Academy in Rome. 

Aubrey Beardsley (1872-1898) was one of the 
most controversial artists of the Belle Epoch, and 
a defining figure in Art Nouveau, the Decadent 
Movement, and British Aestheticism. Beardsley was 
encouraged to take up the artistic life by Sir Edward 
Coley Burne-Jones, and moved to Paris, where 
he eventually became a central figure in a clique 
of eccentrics, free-thinkers, and homosexuals that 
included Oscar Wilde and a number of other British 
aesthetes. Beardsleys work was heavily influenced by 
the late nineteenth century French taste for Japanese 
woodblock, as well as the poster art of Henri 
Toulouse Lautrec. 

His first commission was to provide illustrations for 
an edition of Sir Tliomas Malorys Le Morte d'Arthury 
and other work, particularly for literary and theatre 
illustration, soon followed. His best known works are 
his erotic illustrations for the Lyiismuas, and Wildes 
Salome^ though he was also a frequent contributor to 
magazines like Tlie Savoy and Tfje Studio. With the 
American author Henry Harland, he also co-founded 
the notorious Yellow Book. 

Apart from his artistic output, Beardsley was also 
a fascinating public figure and noted eccentric, 
famous for his sartorial style, including his 
emblematic yellow gloves, and his public declarations 
of commitment to the grotesque. He died of 
tuberculosis at only 25 years of age. Although a 
deathbed conversion to Roman Catholicism almost 
resulted in the destruction of his drawings, much 
of his work was published posthumously by the 
executors of his estate. 


Bowles & Carver was a publishing partnership 
betweeji Henry Carington Bowles II (son of 
Carington Bowles I) and Samuel Carver. It was a 
continuation of the Bowles^ business in St Pauls 
Churchyard, London, between 1793 and 1832. In 
1818, Bowles built Myddelton House in Enfield. A 
view of the shop when trading as Bowles and Carver 
appears in Thomas Hornors Prospectus: View of 
London and the surrounding country (1823). 

John BoydeU (1719 - 1804) was an English 
engraver, and one of the most influential printsellers 
of the Georgian period. At the age of twenty one, 
Boydell was apprenticed to the engraver William 
Henry Toms, and enrolled himself in the St. Martins 
Lane Academy in order to study drawing. Given the 
funds raised by the sales of Boydell s Collection of 
One Hundred Views in England and WaleS:, 1755, he 
turned to the importation of foreign prints. 

Despite great success in this market his legacy is 
largely defined by The Shakespeare Gallery; a project 
that he initiated in 1786. In addition to the gallery, 
which was located in Pall Mall, Boydell released 
folios which illustrated the works of the Bard of Avon 
and were comprised of engravings after artists such 
as Henry Euseli, Richard Wes tall, John Opie and Sir 
Joshua Reynolds. He is credited with changing the 
course of English painting by creating a market for 
historical and literary*^ works. In honour of this, and 
his longstanding dedication to civil duties, Boydell 
became the Mayor of London in 1790. 

Jacques-Antony Chovin (1720-1776) was a Swiss- 
French engraver, known for his widely published 
series of engravings of the Dance of Death, which 
closely followed earlier designs by Matthaus Merian. 
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Samuel Cousins (1801-1887) was an English 
mezzotint engraver. He was apprenticed from 1S14 
to the engraver Samuel Reynolds, during which time 
he engraved many of the 360 mezzotints illustrating 
the works of Sir Joshua Reynolds. He published his 
own plates for the first time in 1826, after having 
established himself as an independent engraver using 
a combination of stipple engraving and etching 
processes. As well as self-publishing. Cousins was 
also employed by many leading print publishers in 
this period. His most commercially successful works 
were his prints after popular paintings. In 1855» he 
was ojte of only two engravers to be elected Royal 
Academician, after having been elected an associate 
engraver of the Academy in 1835. 

Robert Dighton (1752 - 1S14) was an English 
draughstman and printmaker. He was the son 
of the art dealer John Dighton, and father of the 
artists Robert Junior, Denis, and Richard. Dighton 
was especially well known for his satirical prints, 
which he initially supplied to Carington Bowles and 
Haines. Later plates he etched, published, and sold 
himself Dighton infamously stole prints from the 
British Museum to stock his shop in Charing Cross. 
When this was discovered in 1806, Dighton escaped 
prosecution, but was forced to lie low in Oxford 
until the scandal died down. 

Richard Earlom (1743 - 1822) was a British painter, 
draughtsman and printmaker. He was born in 
London, and was apprenticed to Ciov’^anni Battista 
Cipriani after he was discovered making sketches 
of the Lord Mayors coach. Tliis natural faculty for 
art manifested throughout Earloms career, and he 
is believed to have taught himself the technique of 
mezzotint. In 1765, Earlom went to work for John 
Boydell, who commissioned the artist to produce 
a large series of works from Sir Robert Walpoles 
collection at Houghton Hall. This pair of mezzotints 
constituted part of this series. His works after van 
Huysum, as well as the still-life painter Jan van Os, 
are widely recognised as his most striking. 


Henry Fuseli (1741-1825) was an Anglo-Swiss 
painter, draughtsman, writer and collector of Old 
Master prints. He was classically educated and held a 
particular interest for literature which often extended 
into the themes of his work. Fuseli was encouraged 
by Sir Joshua Reynolds to paint, but was never 
academically, nor technically trained. He settled 
in England in 1779, and became the Professor of 
Painting at the Royal Academy twenty years later. He 
made several contributions to Boydells Shakespeare 
Gallery and opened a gallery dedicated to Milton in 

1799. 

Edwin Landseer (1802 - 1873) was a painter 
of sentimental animals, lithographer, etcher and 
occasional sculptor, illustrator, and playing-card 
maker. He was born in London and was the son of 
the line engraver John Landseer. He entered the RA 
School in 1816 and exhibited at the RA throughout 
his life. 

Noel Le Mire (November 20, 1724 - March 21, 
1801) was a French engraver and draughtsman from 
Rouen. He lived and working Paris from c. 1745/46. 
He was prolific engraver specializing in portraits and 
book illustrations. 

Alfred Martin (1814-1872) was the fourth son of 
the English painter and mezzotint engraver John 
Martin. Although recorded as an engineer by trade, 
Alfred also engraved and published plates after his 
fathers paintings. 

John Martin (1789-1854) was an English painter, 
illustrator and mezzotint engraver. He achieved 
huge popular acclaim with his historical landscape 
paintings which featured melodramatic scenes 
of apocalyptic events taken from the Bible and 
other mythological sources. Influenced by the 
work of J.M.W. Turner (1775-1851) as well as 
Theodore Gericault (1791—1824), Eugene Delacroix 
(1798—1863) and Paul Delaroche (1797—1856), his 
paintings are characterized by dramatic lighting and 
vast architectural settings. 
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Most of his pictures were reproduced in the form 
of engravings, and book engravings, from which 
he derived his fortune. Despite his popularit}', 
Martins work was spurned by the critics, notably 
John Ruskin, and he was not elected to the Royal 
Academy. His fame declined rapidly after his death, 
although three of his best known works of religious 
art toured Britain and America in the 1870s: Jhe 
Great Day of his Wrath (1853, Tate, London), The 
Last Judgment (1853, Tate) and The Plains of Heaven 
(1851-3, Tate). A great contributor to English 
landscape painting, Martin was a key influence 
on Thomas Cole (1801-48), one of the founding 
members of the Hudson River SchooL 

Matthaus Merian the Elder (22 September 1593 
- 19 June 1650) was a Swiss engraver born in Basel. 
Beginning his career in Zurich where he learned the 
art of copperplate engraving, Merian went on to 
study and work in various cities throughout France. 
In 1615, Merian returned to Basel. His return to 
Basel, however, was short lived, moving to Frankfurt 
the following year to work for the publisher Johann 
Theodor de Bry. Merian later married de Brys 
daughter. He was also the father of Maria Sibylla 
Merian, one of the greatest natural history artists of 
the late l7th and early I8th centuries. 

Sebastian Munster (20th January 1488 - 26th May 
1552) was a German cartographer, cosmographer, 
and theologian. A gifted scholar of Hebraic, Munster 
originally joined the Franciscans, but left the order 
in favour of the Lutheran Church. He was appointed 
to the University of Basel in 1529, and published 
a number of works in Latin, Greek, and Hebrew. 

His most celebrated works are his Latin edition of 
Ptolemy’s Geographia in 1 540, and the Gosmographia 
in 1544. The Gosmographia was the earliest German 
description of the world, an ambitious work of 6 
volumes published in numerous editions in German, 
Latin, French, Italian, and Czech. 


Sir Joshua Reynolds (1723-1792) was one of the 
most important figures of the eighteenth centur}*^ 
art world. He was the first President of the Royal 
Academy and Britain’s leading portrait painter. 
Through a series of lectures on the Discourses on 
Art at the Royal Academy he defined the style. 
later known as the Grand Manner^ an idealised 
Classical aesthetic. He had a profound impact on 
the theory^ and practice of art and helped to raise 
the status of portrait painting into the realm of 
fine art. A flamboyant socialite, Reynolds used his 
social contacts to promote himself and advance his 
career becoming one of the most prominent portrait 
painters of the period. 

Domenico de^ Rossi (1659 — 1730) was an Italian 
publisher, engraver, bookseller, ajtd antiquarian. 

The scion of a large and prolific family of printers, 
Domenico inherited the Rossi printshop from his 
father, Giovanni Giacomo de^ Rossi. The printworks 
was established near the church of Santa Maria della 
Pace in 1633 by Guiseppe de’Rossi, who specialised 
in producing engravings for designers. Under 
Giovanni Giacomo and Domenico, the workshop 
reached its zenith, with father and son working on 
engravings on many diverse subjects, but with a 
speciality in publishing works of antiquarian interest. 

Domenico s friendship and collaboration with 
the engraver Bartoli and the antiquarian Bellori 
proved fruitful, and in the period between the early 
1690s and Domenicos death in 1730, the group 
published numerous works on Roman architecture, 
sculpture, history, portraiture, ceramics, oil lamps, 
and funerary iconography. In Domenicos later 
life, his connections with the influential Maflei 
family secured the Rossi imprint Papal privilege. 
Following Domenico’s death, the Rossi printshop 
became the Calcographia Camerale, then the Regia 
Calcographia, and finally the current Calcographia 
Nazionale. 


Jean-Baptiste Oudry (March 17, 1686 - April 30, 
1755) was a French painter and engraver best known 
for his paintings of animals. 
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Petrus Sckenkn also known as Pieter or Peter (1660 
- 171S/9) was a Dutch engraver and mezzodnter, 
and became a major publisher of both prints and 
maps. Born in Elberfeld^ Germany in 1660, Schenk 
moved to Amsterdam in 1683 where he became a 
pupil of Gerard Valck. He became a skilled exponent 
of mezzotint engraving, which he practised until 
1695, at which point he focused on making and 
selling maps. Schenks work was similar to that of 
Jacob Gole, and was mostly copies of portraits and 
topography. 

Hans Sebald BeKam (1500-1550) was a German 
engraver and the most prolific of the Kleinmehters 
^Little Masteri^')^ so called because they mainly 
produced small prints. He worked together with 
his brother, Barthel Beham, and Georg Pencz, and 
all were heavily influenced by the work of their 
contemporary, Albrecht Diirer (1471-1528), and 
might even have worked in his atelier. Beham 
produced a variety of allegorical, mythological, 
biblical and genre scenes and was active in Niirnberg 
and Frankfurt am Main. 

Jean Pierre Simon (c. 1750 - c. 1810), often known 
as John Peter Simon, was an Anglo-French stipple 
engraver who worked predominantly as an engraver 
for the Boydells, reproducing paintings by Hamilton, 
Opie, Reynolds, and Fuseli. 


David Teniers the Younger (1610-1690) was 
a Flemish painter, engraver, art curator, and 
draughtsman, widely regarded as the finest Flemish 
genre painter of his era. The third son of a painter 
of altarpieces and cabinet scenes, Teniers frequently 
supported his family by making copies of works by 
fellow Dutch and Flemish Old Masters. He became 
court painter to Archduke Leopold Wilhelm, and 
also married the granddaughter of Pieter Bruegel. A 
prolific painter, he produced numerous landscapes, 
still lifes, and portraits, though he is best known 
for his genre scenes, particularly peasant scenes, 
alchemical and medical scenes, and ^merr)^ company 
paintings. 

Robert Thew (1758 - 1802) was a British line and 
stipple engraver, and a one time basis, acted as 
historical ejigraver to the Prince of Wales. 

Peltro William Tomkins (1759-1840) entered the 
Royal Academy schools in 1775, and was taught 
to engrave by Francesco Bartolozzi. Tomkins gave 
drawing lessons to the daughters of George 111, and 
in 1793, he was appointed historical engraver to 
Queen Charlotte. He was a major book illustrator 
and engraved the plates for ‘ The Bntish Gallery of 
Pictures\ * lltomsons Seasons\ * Treshams Gallery of 
Pietitres' {I ^ l4) and ^Illiistrations of Modem Scripture' 
(1832). 
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